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Abstract: This paper puts forward a novel approach to study material experience, leaning on the wine tasting protocols. The framework proposed in this paper aims to help
novel and DIY materials gain a reputation by deploying all their unique sensorial qualities in a more poetic manner. We believe that adopting wine tasting philosophy and
techniques in the field of (aesthetic) materials experience and the synthesis of a materials experience lexicon will enable the commercialization process of new materials.
We identify three layers of the material experience and point to how adapting the wine
tasting protocol and dialogue formats can inform the grammar, syntax and narrative
of a material experience.
Keywords: Material driven design; Material experience; Wine tasting; Product design

1. Introduction
New (bio)materials constantly emerge with a surprisingly fast rate as a means of sustainable
production or technological advancement, or merely testing the limits of human – nonhuman collaborations in design, for the creation of alternative futures (Ginsberg & Chieza
2018). Several such materials incorporate microorganisms like fungi, bacteria and algae and
are sometimes treated with mistrust. The same kind of microorganisms are also incorporated in the food industry and culinary sciences, but are viewed under a much more positive
light. Mushrooms are the fruiting body of fungi, alcoholic beverages such as beer and wine
contain yeast, yoghurt is packed with bacteria etc. These human-nonhuman collaborations
in food, deliver its vital qualities as well as its special and valuable sensorial properties.
These collaborations have the capacity to also provide materials these unique properties and
make them something more than just soulless matter. Thanks to these collaborations, the
materials acquire a unique character and a more specific purpose, as well as a history.
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The research of these biomaterials exists in a wider context of design and making. DIY materials (Rognoli et al., 2015), material tinkering (Giaccardi & Candy, 2009) and Material Driven
Design (Karana et al., 2015) have emerged in recent years as creative practices that aim to
bring the material beyond its mechanical properties, in the forefront of the design process.
These methods add to the methodological quiver of designers and combine fields such as
design for Sustainability, Design for the circular economy and experiential and sensorial design in a hands on, creative manner. These materials have a very high degree of variety, due
to their processes and sources. A typology called the five kingdoms of DIY materials (Ayala
Garcia, Rognoli & Karana, 2017) has been proposed to aid in taxonomizing these materials.
The conceptual methodology presented in this paper, aims to mainly work with materials in
kingdoms Vegetabile and Animale, but can also be adapted to the other kingdoms (Recuperavit, Lapideum, Mutantis) as well. The rationale for choosing to focus first, and foremost, on biomaterials, is due to the fact that they face the highest barrier to entry due to
their fungal and microbial nature.
Material design relates to sensory language through materials experience. Materials experience concerns the interactions that occur between people and the materials of a product, as
well as the experience they have with and through it, during its sensory exploration. These
interactions can define lasting relationships with materials and the artifacts that they embody. Understanding sensory modalities is a critical step to design for materials experiences
(Karana et al., 2015). Materials experience is comprised of several nodes -such as materials,
people or practices-, relationships between these nodes -like encounters, performances, and
collaborations-, and experiential levels -sensorial, interpretive, affective, performative- (Karana et al., 2008; Karana et al., 2015), and it "refers to the mix of sensory, or aesthetic appreciations, meanings, feelings, and thoughts that we have toward - or that are triggered by - a
material, at any certain time and place" (Karana et al., 2015). In "Materials Framing: A Case
study of Biodesign Companies’ Web Communications", D’ Olivo and Karana (2021) invite researchers and designers to "develop new digital support tools to communicate the unique
qualities of novel materials made from living organisms" (D’ Olivo & Karana, 2021). The
framework that is proposed in the present article emerged as a response to that exact need
of a better communication of materials experience understanding, not only for materials
made of organisms but for every novel and controversial one.
We believe that the adaptation of wine tasting techniques in the field of (aesthetic) materials experience and the synthesis of a materials experience lexicon, will enable the commercialization process of new materials, which usually takes around 20 years (Maine, 2000;
Maine et al., 2005; D’ Olivo & Karana, 2021). The amplification of materials framing (D’ Olivo
& Karana, 2021) and digital marketing through specialized -sensory- language could accelerate the widespread acceptance of such materials. As stated by D’ Olivo and Karana (2021)
"consumers’ understanding, and appreciation of the materials properties and qualities are
critical for their market success", and many times, such materials that belong to the kingdoms Vegetabile, Animale and/or Recuperavit, are occasionally followed by negative connotations due to their "living" (fungi, bacteria, algae) or second (recycled) nature which is,
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more than often, associated with contamination and disease or the notion of something unwanted, discarded and therefore useless. In addition, the creation of a new language of materials experience has the capacity to better support designers, material makers and other
stakeholders in material selection and the dissemination of the aesthetic qualities of the materials.
We look at the grammar and syntax of a gastronomic wine tasting experience to understand
not only the types of metaphors and language utilized, but the stages of the experience as
well. We see the following facets as a matter of concern: the texture, the narrative around
the creation of the material, the mechanical, and the sensory properties (look, feel, smell).
By adapting the already established format of communicating, sharing, and educating on
sensorial qualities of gastronomy, our ambition is to create a framework for appreciating the
sensory aspects of materials and engaging in dialogue about them.

2. Metaphor usage in sensory communication
Language is a universal tool that helps us communicate and interpret the world around us.
By translating the signals received from our senses, we unconsciously use our existing
knowledge and experience to create a personal experience (Bernstein, 2010; Tekiroğlu et al.,
2014). Sensory language is the use and connection of descriptive words applying to the 5
"classical"1 senses: a. haptic sense or touch, b. auditory sense or sound, c. visual sense or
sight, d. gustatory sense or taste, and e. olfactory sense or smell. The number of sensorial
elements in each language contribute to the expression and drawing of a vivid picture of
what is being described both in literal and figurative usage. In figurative language, metaphors are frequently used. According to Lakoff & Johnson (1980), metaphors are a systematic mapping between two domains, namely target and source domain and are likely to also
use sensorial words (Lakoff & Johnson, 1980; Tekiroğlu et al., 2015). Linguistic -or metaphorical- synesthesia2 is the description of one kind of sense impression by using words that normally describe another sense (Tekiroğlu et al., 2014). For example, the phrase "warm
color" involves the mapping from the tactile sense, referred to by the adjective warm, onto
the visual, referred to by the noun color (Shibuya et al., 2007). Synesthesia is commonly used
in metaphors as it strengthens creative thinking, and it is also utilized as an imagination
boosting tool in advertisement (Pricken, 2008; Tekiroğlu et al., 2015). "Using words related
to senses (in a text) could clarify the meaning of an abstract concept by facilitating a more
concrete imagination" (Rodriguez-Esteban and Rzhetsky, 2008). Neurocognitive studies, investigating how conceptual thoughts and language work in the human brain in real-life situations, delve into the importance of metaphors and how they impact communication (Lakoff,
2014; Herdenstam et al., 2018).

It is unresolved how many distinct senses there are (Macpherson, 2011; Casati et al., 2015), among other things because
the senses are inter-connected in highly complex ways (Spence and Piqueras-Fiszman, 2014; Lievers, B. Winter, 2018).

1

Synesthesia is a neurological phenomenon described as "any abnormal 'extra' sensation, often occurring across sense modality boundaries" (Oxford Handbook of Synesthesia, 2013).
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Accordingly, in the field of materials design, the use of such metaphors -or words related to
senses- in the portrayal of the materials qualities and experience could enrich the understanding and adaptation of sensorial inputs in a more poetic manner, while eliciting certain
reactions, feelings and associations and thus construct unique narratives for the materials
and a one-of-a-kind material experience. In addition, the development of a new materials
lexicon (vocabulary, grammar, and syntax) can enable the selection and dissemination of
new materials within multidisciplinary teams. In our practical work with materials, we have
witnessed a need for the development of a more poetic and expressive language, that better
valorizes the experiential and narrative dimension of biomaterials. We had to move from using quantitative dimensions of sensory experience characteristics to a focus group format,
aiming to have richer discussions and metaphors emerge as the central vehicle for the dialogue around the qualities of materials among the focus group participants -both designers
and non-designers. In a latter study we adopted poetry and prose as ways to explore the
aesthetic qualities of materials with great success, as the texts produced acted as a basis for
discussions and reflection on how the materials made the authors feel. The main limitation
of these textual methods, however, is the fact that designers are rarely trained in writing
and usually lean on more visual methods of expression. Thus, we decided to turn to the wine
tasting language, as it is a technical language that is used consistently as a functional tool by
wine experts, such as vinologists, sommeliers and wine journalists, with sole purpose to
communicate the sensory attributes in wine (Herdenstam et al. 2009; Croijmans et al.,
2019). In simple words the looks, smell, and taste of a wine. In the next section, we will be
presenting a state of the art of the goals, methods and protocols of wine tasting as a basis
for the creation of an exploratory and collective format for building a language around material experiences.

3. Wine tasting methods, language & training
"Wine is a complex product, both in its chemical composition
and in respect to content of sensory attributes
generating a spectrum of different odor,
taste and tactile perceptions".
(Thorngate, 1997)
How one (an expert or a regular consumer) perceives the wine drinking experience, as well
as the understanding and communication of the wine’s attributes, is affected by a variety of
cognitive and perceptual factors such as learning, sensation, attention, and memory (Rozin,
2006; Spence, 2020; Herdenstam et al., 2009). These factors range from the multisensory
environment and atmosphere (lighting, music etc.), in which the wine is consumed, to more
specific properties, such as the looks of it, its container or bottle, branding, packaging design
and more. Such factors have a great effect in experts and consumers response on wine, be
it in tasting experience or purchase behavior and drinking experience, respectively (Spence,
2020). These factors can be categorized in the following way (Herdenstam et al., 2009):
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•

Physiological factors impact the perceptual ability and, therefore, the overall
experience of the taster and can also enhance or inhibit communication among
the experts (odor memory, cognitive development and more).

•

Psychological factors affect the perception, cognition, and verbalization process
along with the translation from perception to words (use of keywords, synesthesia, pleasure etc.).
Sensory factors concern the translation of psychophysical factors and aim in
measuring the intensity of different wine characteristics.

•
•

Training factors show how communicative functionality differs in reference to
trained or untrained taster groups.

•

Conceptual factors refer to any change in the tasting situation or altered purpose that might affect the perception of wine.

It is known that the visual appearance of a wine, that is mostly the color of it, influences
aroma, taste, and flavor (Pokorný, Filipů, & Pudil, 1998; Spence, 2020). Personal impressions
generate associations according to different stimuli and, therefore, affect psychological factors (McKellar, 1997; Melcher and Shooler, 1996; Berglund et al., 1973; Gardner, 1998;
Fuchs, 1976; Herdenstam et al., 2009). It has been shown that multisensorial factors bias
people’s wine expectations. Subsequently, expectations may affect conditions of the tasting
situation (physiologically and psychologically) and hence, judgments and descriptions. According to Herdenstam et al. (2009) "McKellar (1997) has found that a stimulus from one
sense modality affects the image in another modality, which results in a transfer of mental
images", a phenomenon that matches synesthesia, as mentioned before, and "it occurs during the verbalization of the different attributes in wines" (Herdenstam et al., 2009).
In materials experience, such factors affect the overall encounter, just as in wine tasting.
Materials experience is about the interactions that occur through material sensory exploration. Understanding sensory modalities is a critical step to design for materials experiences
(Karana et al., 2015), but articulating and verbalizing these sensory modalities with the
proper vocabulary or language, is a crucial step to material acceptance.

3.1 Communication of sensory factors: Analytical, synthetic and analogical tools
In an attempt to facilitate this complex process that wine tasting is, and to make the communication between experts easier, several tools have been developed:
Wine wheels are a helpful analytical tool developed to make communication amongst experts and non-experts easy. They consist of lists of words that are hierarchically ordered by
their specificity and category (Noble et al. 1984; Lehrer 2009) and they aim to provide an objective and analytical tool for the description of wine characteristics. The first one ever created was the "Aroma Wheel", by Noble, in 1984. A "mouth-feel wheel" followed, made by
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Gawel, in 2008. Using wine wheels, and other descriptive analytical methods, gives a communicative advantage (McCloskey et al., 1996) as it resolves problems relating to every assessor’s preference and use of scales, parameters, vocabulary etc...
A synthetic method is the use of specific scripts or tasting protocols3, during the wine tasting
experience, according to which the tasters write their notes and reviews about the wine
(Herdenstam et al., 2009; Paradis and Eeg-Olofsson 2013): first they go through the appearance of the wine in terms of intensity and color, then they describe the smell/odor, also in
terms of intensity but also maturity, followed by flavor, which is defined as "the combination
of taste, smell, trigeminal activation -in terms of astringency & acidity-, and tactile sensation
in the mouth" (Auvray and Spence 2008; Smith 2012; Spence 2015b; Boesveldt and de Graaf
2017) and finally mouthfeel (maturity, aftertaste and influence of oak/barrel taste), in terms
of intensity as well. In the third step, that of flavor evaluation, the tasters describe the
aroma attributes of the wine in their own words and later compare it with the analytical approach of the aroma wheel, in which only terms of the wheel are allowed to be used (Herdenstam et. al., 2009). The tasters fill some pre-defined word sheets, depending on the
method followed. Two examples of such methods are shown below:

Figure 1: tasting sheet at Swedish State Monopoly (Herdenstam et al., 2009) in which the tasters
must fill in the wine attributes in scales.

Tasting Methodology at the Swedish State Monopoly: scales are used to describe certain attributes of wine, from low to
high / Wine and Spirit Education Trust (WSET), England: there is no use of scales, instead every single alternative of one
attribute is pre-marked / Swedish Sommelier Association (ASI): reminiscent of the other two but does not include conclusions.

3
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Figure 2: part of a tasting sheet of Wine and Spirit Education Trust or WSET (Herdenstam et al., 2009)
in which the tasters must pick between a variety of words describing a specific attribute.

The Dialogue Seminars4 is an analogical tool that deploys tacit knowledge for the creation of
concepts with the intention to reach a mutual understanding between groups of professionals. The idea behind this approach is that "language develops by defining how words and
concepts are used in different contexts, which is the methodological approach formulated
by Wittgenstein in his later work (Wittgenstein, 1968)" (Herdenstam et al., 2018). In order to
pass on the smell and flavor of wines, wine experts widely use metaphors (Suárez Toste
2007; Caballero and Suárez-Toste 2010; Paradis and Eeg-Olofsson 2013) as well as a set of
conventionalized descriptors such as specific source descriptions (Croijmans, Majid, 2016)
and precise words (certain fruits instead of using the general term "fruit", etc.) (Lawless
1984; Solomon 1990; Gawel 1997). Tools in wine tasting, such as the use of metaphors, analogies and practical examples are of vital importance when communicating complex taste
sensations (Herdenstam, 2011; Herdenstam et al., 2018). Reflection on personal experiences
and memory stimulation promotes analogical thinking and makes it easier for the tasters to

The Dialogue Seminar Method is a method developed by The Royal Institute of Technology, Sweden (KTH), and specifically
by B. Göranzon and M. Hammarén, in 1998 (Herdenstam et al., 2009).

4
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use analogies, metaphors, and practical examples. "Analogical flow experience5 and autobiographical memory mode can successfully stimulate analogical experiences that can be further explored in Dialogue Seminars" (Herdenstam et al., 2018). In the Dialogue Seminars the
participants follow a script for the evaluation of the wine properties and then discuss their
observations.
Herdenstam et al. argue about the importance of analogical methods in wine tasting:
"From an aesthetic perspective, analogical methods are necessary when trying to
grasp wholeness and tacit dimensions of complex experiences, since no single analytical attribute can hold the same communicative content. Metaphors, analogies and examples (both theoretical and practical) therefore become the tools that embodies this
skill on a practical level" (Herdenstam et al., 2009, 2018).

As mentioned, wine tasting is a very complex process that is influenced by a plethora of factors. These factors might concern the wine itself, the context in which it is tasted, the
taster’s physiology, training, culture, communication skills etc. The same factors might affect
the communication of materials experience, and therefore we believe that a wine tasting approach meant for the creation of an expressive language and a framework for materials experience, is a good addition on a material designers toolbox. In addition, sommeliers have
managed to create a way to analyze the tacit dimension of a wine tasting experience and
connect it to their existing knowledge, to deduce information that is accessible only to them.
With enough time, the training the same might become possible for material designers.

4. Suggested framework
We propose a conceptual framework for materials experience communication and verbalization process, that combines wine tasting methods and, accordingly, follows a specific script
and/or specialized language. The initial impressions of a material are of great importance for
both the designer and the consumer. As mentioned, expectations play a very important part
on the perception of wine attributes and the same goes for all kinds of products, and therefore materials too. How the materials characteristics are communicated during its framing
process is essential for its success.

5

Analogical flow experience in wine tasting refers to the reflection of the question "what does the wine awake in you?".
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Figure 3: a modification of the MDD framework by Karana, Barati, Rognoli, & Van Der Laan, (2015, including the proposed framework as a linkage between step 2 and step 3 of the methodology.

The proposed framework consists of two parts, equally important for the communication of
materials attributes and the overall materials experience. The first part follows a specific
script of actions, just like in wine tasting, aiming in the conceptualization of narratives for
the materials by evaluating their sensorial qualities, while the second one is the creation of a
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complementary vocabulary for materials or the synthesis of a materials experience lexicon.
By creating a certain vocabulary, we wish to aid the expression of these narratives in a more
poetic and associative way. These two parts are intended to be used in relation with each
other, as the use of a specific language would amplify the results of the users experience
with materials and vice versa. This framework could enrich the MDD (Material Driven Design) method by Karana, Barati, Rognoli, & Van Der Laan, (2015) in its second and third
stage, namely the creation of material experience vision (2nd step) and the communication of
it through user studies (following the proposed framework) for manifesting material experience patterns (3rd step).
Though the proposed framework might facilitate the designer in the establishment of the
materials experience vision, that is the first stage of the MDD method, the process only concerns the designers individual understanding of the material through its technical and aesthetic properties and could be characterized as an introspection or a monologue, in which
they try to take every aspect of the materials properties into account.
The proposed tools are included in these particular stages of the method, because they aim
to enable material designers in ascertaining and evaluating, whether or not the desired experience has been created and communicated correctly, through a collective effort, taking
into consideration the views, thoughts and experiences of people that have zero involvement in the conception and creation of said materials, and therefore their opinions are the
least biased. The designers can grow a more spiritual connection with their creations and
may not be the most objective and sincere judges when it comes to the communication of
their nature.

4.1 Concept Building in Materials Experience using Dialogue Seminar Method
The Dialogue Seminar Method, used by Herdenstam et. al., (2009) aims to build concepts in
wine tasting -or other- situations by investigating the role of tacit knowledge, using analogies and examples. "The role of tacit knowledge and how it affects the building of concepts
within the technical language is an important complement to understanding of other effects
exerted by theoretical and practical knowledge" (Herdenstam et al., 2009). The main goal of
this method is to reach common understanding for concepts within groups of professionals.
The dialogues can raise the level of consciousness in certain experiences, such as wine tasting, and -as we believe- material evaluation, too, and promote exchange of opinion and personal ways of doing.
The participants in the user studies and focus groups would have to follow a set of successive actions (script) of evaluating the sensorial properties of each material, organized in a
manner of sensory importance: visual appearance, tactile feel, texture, smell and sound production (if any), as well as the mechanical properties of it: weight, rigidity etc... From this activity, unique material narratives would arise for each participant. The assessors then would
be called to contemplate on those narratives and discuss them with each other in order to
weave a collective and more detailed material experience to be communicated.
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Figure 4: A schematic representation of the proposed framework or intermediate step of MDD,
showing the 4 steps script of the Dialogue Seminar for materials experience.

Step 1: Visual evaluation
In this step, each participant is called to visually interact with the material by making private
observations, related solely on the visual sense, and then process these observations to apprehend and later articulate the impressions generated and the expectations built by the
material, in relation to the other senses. The language used in both step one and two, aims
to be mainly metaphorical and to build associations with the feelings and thoughts of the users. In the latter steps these sensorial qualities will be further investigated and the narratives
of the material will be grounded in them.
•

Is its color even or does it have a brindle appearance?

•

Is it transparent, translucent, or opaque?

•

Does it look:
heavy or light?
warm or cold?
rough or smooth?
soft or hard?
sticky or dry?
solid or liquid?
handmade or industrially made?
friendly or hostile?
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alive or inert?
new or recycled?
natural or synthetic?
•

What does it remind you of? Etc.

Step 2: Tactile evaluation / odor evaluation
Here, the participants are called to compare the impressions and expectations, that
emerged from the visual evaluation, with the actual properties of the material relating to
tactile and olfactory sense. In this step there is a great chance of surprise, since some impressions might get overridden in an unexpected way. There is also a chance of the creation
of links between the material and olfactory memories of the participants, through the evaluation of smell (if any). "Odor memory remains intact, in comparison with vision and hearing
memory that decreases with time" (Engen, 1991). It is common, though, that biofabricated
materials give off scents during their development process6 and not so much during the use
phase, therefore the odor evaluation in the user studies is of secondary importance. The
sounds a material makes and the tactile qualities also play a role in this step.
•

Is it:
heavy or light?
warm or cold?
rough or smooth?
soft or hard?
sticky or dry?
solid or liquid?
handmade or industrially made?
friendly or hostile?
alive or inert?
new or recycled?
natural or synthetic?

•

What does its texture remind of?

•

What does its smell remind of?

•

What memories and associations does it evoke? Etc.

For example, the process of the development of mycelium materials gives of a very sweet, delicate smell that reminds the
smell that a bakery emits at 4am on a summer morning, but later, while the fungi is inactive there is no particular smell
emitted from the material.

6
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Step 3: Personal narrative establishment
Once the sensorial evaluation is over, the participants must go through their personal observation notes from the previous steps and reflect upon them, in order to compose their personal narratives of the material. The use of a technical language, in this step, is vital because
it aids and enhances the thought process and helps communicate more easily and in depth
every aspect of each narrative.
The interpretations of the senses and the meanings derived from them, are unique to each
individual, and therefore sensorial incongruities might occur among participants. What is important in the use of this framework, is that we don’t focus on the literal values and characteristics of the material e.g., its color, temperature etc., but on how these properties are
perceived by everyone, in relation to their personal experience and interaction with the material and their personal history. Material narratives are a central notion to the creation of
DIY and biofabricated materials. Much of the added value these materials have, is based on
the narratives of their creation. Their previous life and the process of giving new life to
waste, is an aspect of the circular economy that is necessary to foster behavioral change and
more acceptance of such materials.
Step 4: Construction of collective materials experience
In the final step of the process the participants are engaged in a discussion in which they
take turns, sharing their experience and observations and how they arrived at their unique
narratives. In this step the narrative for the material experience to be communicated is constructed by discussing, comparing and combining each individual’s experience to reach a
deep and mutual understanding of the material.

4.2 Materials Sensorial Lexicon
We aim to study three big collections of terms and metaphors that link words with human
senses in order to find a selection of such words that could relate to each attribute of a material, regarding visual, tactile and olfactory sense. The creation of a technical language, in
terms of metaphorical meanings associated with the senses stimulated by the material, is of
great importance for the communication of the materials experience vision and the experience itself, to accurately describe the qualities of the mentioned material, and therefore accommodate its market success. As mentioned before, using words that are related to senses
could make the meaning of abstract concepts clearer, and metaphors can boost creative
thinking. We are willing to look into the three datasets mentioned by Strik Lievers & Winter
(2018). The first being SENSICON (Tekiroğlu et al., 2014), a large sensorial lexicon that associates 22,684 English words with human senses. It breaks down in 27% visual words, followed
by 26% taste, 19% touch, 18% sound, 10% smell (Strik Lievers & Winter, 2018). The second
one includes a set of modality ratings of 423 adjectives, by Lynott and Connell (2009), 400
nouns, by Lynott and Connell (2013) and 300 verbs, by Winter (2016a) that consists of 1123
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words and breaks down in 57% visual words followed by 16% auditory, 16% touch, 7% taste,
4% smell (Strik Lievers & Winter, 2018). Last, but not least, is a word list of sensory lexemes,
by Strik Lievers (2015), that investigate synesthetic metaphors. It consists of 486 words and
breaks down in 45% sound words followed by 29% sight, 10% touch, 9% taste, 6% smell
(Strik Lievers & Winter, 2018). Not all five senses take equal part in materials experience, so
we won’t be looking at words related to taste, for example.

5. Conclusions
As the complexity of material design increases, the tools that we utilize to understand, discuss, and disseminate the experiences generated by materials need to be expanded. Instead
of reinventing the wheel, we turn to an established language, with its own grammar and syntax, to be inspired. This theoretical contribution aims to propose an initial concept to be discussed within the wider community of researchers working in the field of material experience. The next step of this study, is to further develop the protocol and build specific tools
for each stage. Developing the tools to build this framework is a "research through design"
(Frayling, 1993) project that has to be developed in an iterative manner. Research through
design, "a research approach that employs methods and processes from design practice as a
mode of inquiry" (Zimmerman et al. 2014) has been adopted in a variety of contexts, including artistic, empirical and social research (Binder et al 2009). It is a tool that creates iterative
design interventions to make new design theory (Redstrom 2017), a necessary step in the
emerging field of Material Design.
The three layers selected, point to three discreet research projects to be developed. Creating a protocol for the steps of the material experience is the syntactic layer. The creation of
metaphors to better describe the different stages of the material experience is seen as the
grammar and the larger narrative within which these materials exist. In addition, the proposed method aims to create a space where the tacit dimension of material experience can
be verbalized and communicated, through metaphors and narratives. We have met "material connoisseurs", craftspeople who tacitly know a material they have mastered through a
simple sensorial inspection. Through this appropriation of culinary techniques in the field of
material design, we aim to develop a framework through which material designers can cultivate this skill.
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